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1. Restoration Report 
Momoko ODA*, Heejae WON*, Takayuki KIMISHIMA**, Keita SHIRAI** and Masato KATO* 




Title Autumn Landscape under the Moon ( 図) 
Painter Kanō Nakanobu (狩野 信, 1811 - 1871) 
Period Middle of the 19th century 
Owner Muzeum Narodowe w Krakowie (National Museum in Krakow), Poland 
Accession no. VI-8188 
Media and format (style) Color on silk, a hanging scroll (sujiwari-style) 
Structure of silk for the artwork Warp thread: 42 denier 70 double-strands per 3.03 cm 
Weft thread: 42 denier 150 double-strands per 3.03 cm 
 
1.2. Restoration Data 
Duration 9 October, 2015 - 29 January, 2018 
Place Restoration Studio (Paper), Tokyo National Research Institute for Cultural 
Properties 
Restorers SHUGO Co., Ltd., Tokyo National Research Institute for Cultural Properties 
 
1.3. Condition before Restoration (Table 1.1, Table 1.3, Fig. 1.2 (a), Fig. 1.3 (a), Fig. A.1.1)  
Many creases ran on the artwork and mounting overall. This was especially notable on the artwork (Fig. 1.4 (a)). 
There were dents on the silk for the artwork (Fig. 1.5 (a)). 
There were dirt and accretion on the artwork and mounting overall. On the artwork, there was stain probably by 
liquid run (Fig. 1.6 (a), Fig. 1.7 (a), Fig. 1.8 (a)). 
The pigments were in a friable state.  
The mount fabric was partly delaminated from the lining paper. 
The mount fabric had been partly restored. 
The roller rod was partly darkened, caused by rust of the nails. 
There were dirt-like paint on one of the roller knobs. 
 
1.4. Restoration Policy 
Restoration of the artwork to its status quo ante and the maintenance of the present condition were to be the 
fundamental policy to be followed in restoring the artwork. 
Since there were severe creases on the artwork, it was decided to restore the artwork including replacement of the 
first lining paper. 
The artwork would be mounted in yamato-style with three-tier mounting, changing from sujiwari-style. 
The previous mounting materials, such as lining paper and mounting fabrics, and storage equipment, such as the 
storage box, would be reproduced. 
3 4
・The previous mounting materials and storage equipment would be stored separately from the artwork and returned 
to the museum. 
・The materials would be analyzed whenever necessary. 
 
1.5. Restoration Process 
Regarding restoration materials, see Table 1.5. 
(1) Examination before restoration (Fig. 1.9.1) 
The condition of the artwork and mounting were documented with examination report including photographs, 
micrographs and X-ray fluorescence analysis (Appendices 1, 2). 
(2) Disassembling (Fig. 1.9.2) 
The artwork was removed from the mounting. 
(3) Removing dust (Fig. 1.9.3) 
Dust was removed from the front side of the artwork by a brush. 
(4) Consolidating the pigments [first time] (Fig. 1.9.4) 
A rabbit glue aqueous solution of 1 wt-% was applied with a brush to the paints of green (for the mountain, the 
leaves of the pine tree and bamboo, man’s outfit and moss on the pine tree trunk), dark blue (for the leaves of the 
pine tree) and red (for the leaves of the Japanese maple tree) pigment. Then, when their surfaces started to dry, 
the artwork was sandwiched between sheets of polyester paper and then blotting paper, and finally pressed with 
a weight on a wooden board for drying. 
(5) Removing lining paper (Fig. 1.9.5) 
Layers of lining paper of the artwork, other than the first lining, were removed with moisture applied gradually 
from the back side of the artwork. 
(6) Washing (Fig. 1.9.6) 
Rayon paper was attached to the back side of the artwork with water as a temporary lining. Then, in order to 
remove dirt, deionized water was sprayed onto the front side of the artwork and absorbed by blotting paper placed 
under the artwork. Observing the condition of the artwork such as the state of the paints, such a washing treatment 
was repeated [1]. Then the artwork was dried with pressure. 
(7) Consolidating the pigments [second time] 
A rabbit glue aqueous solution of 2 wt-% was applied with a brush to the gold paint and the same areas as 
applied at the first time consolidation. Then, when their surfaces started to dry, the artwork was sandwiched 
between sheets of polyester paper and then blotting paper, and finally pressed with a weight on a wooden board 
for drying. 
(8) Protecting (Fig. 1.9.7) 
The front side of artwork was covered with rayon paper and then kozo paper using seaweed paste extracted at 
room temperature.  
(9) Removing the first lining paper (Fig. 1.9.8) 
The first lining paper was removed with moisture. 
(10) First lining (Fig. 1.9.9) 
Mino paper was colored with sumi ink and yasha (Alnus firma) at pH 10.5 with potassium carbonate. After 
removing the paper for protecting the front side of the artwork, the mino paper was pasted to the artwork with 
wheat starch paste.    
5
(11) Second lining (Fig. 1.9.10) 
Misu paper was also colored with sumi ink and yasha at pH 10.5 with an aqueous solution of potassium carbonate. 
Then the misu paper was pasted to the artwork with first lining using aged wheat starch paste.  
(12) Preparing the mounting fabrics (Fig. 1.9.11) 
New fabrics for mounting were selected (Appendix 3). Then the first lining, mino paper, was applied using wheat 
starch paste. The second lining, misu paper, was applied using aged wheat starch paste. 
(13) Assembling (Fig. 1.9.12)  
The artwork and the mounting fabrics were assembled with wheat starch paste in yamato-style. 
(14) Third lining (Fig. 1.9.13) 
Misu paper was applied to the set assembled with the artwork and mounting fabrics by using aged wheat starch 
paste. 
(15) Final lining (Fig. 1.9.14) 
Uda paper was colored with yasha at pH 10.5 with an aqueous solution of potassium carbonate. Then the uda 
paper and cover silk fabric were applied with aged wheat starch paste.  
(16) Drying and conditioning 
The artwork with mounting was sufficiently dried on a karibari panel face up.  
(17) Conditioning 
The artwork with mounting was dried on the karibari panel face down for about a month in an environmental 
control chamber that had been set as shown in Appendix 4 [2]. 
(18) Finishing (Fig. 1.9.15) 
After removing the artwork with mounting from the karibari panel, new mounting materials – the decorative 
strips, washers and eye-pins, cords, hanging rod, roller rod, and roller knobs – were attached. 
(19) Documenting (Table 1.2, Table 1.4, Fig. 1.2 (b), Fig. 1.3 (b), Fig. 1.4 (b), Fig. 1.5 (b), Fig. 1.6 (b), Fig. 1.7 (b), Fig. 1.8 (b)) 
The finished scroll, the artwork with mounting, was measured and taken on photographs after restoration. The 
records were compiled. 
(20) Storing the artwork (Fig. 1.9.16) 
The wrapping cloth, outer case, storage box, and roller clamp were made. The mounting materials and the storage 
equipment which had been used on the object before restoration – mounting fabrics (of the outer border, central 
border, inner border and strip), washers and eye-pins, cord, hanging rod, roller rod, roller knobs with sticker, 
lining paper (of first, second and final) and storage box – were returned to the museum to be stored separately. 
 
[1] Momoko ODA, Heejae WON, Masato KATO, Takayuki KIMISHIMA, Keita SHIRAI: Conservation Report on 
utumn andscape under the oon  (painting on silk  hanging scroll  by Kanō ōsen Nakanobu  the ollection of 
National Museum in Krakow, the 40th annual meeting of the Japan Society for the Conservation of Cultural Property, 
abstracts in Japanese, pp.288 - 289, 2018 
[2] Masato KATO, Takayuki KIMISHIMA: “Karibari: The Japanese Drying Technique” Adapt & Evolve 2015: East 
Asian Materials and Techniques in Western Conservation, Proceedings from the International Conference of the Icon 
Book & Paper Group, 2015 
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1.6. Inscription regarding Restoration 
The following inscription was made in sumi ink on the roller rod.  






(English translation of the inscription) 
“Autumn Landscape under the Moon, color on silk, a hanging scroll. Collection of the National Museum in Krakow 
Restoration completed in January 2018  
As the project of the Cooperative Program for the Conservation of Japanese Art Objects Overseas 2015JFY -2017JFY, 
organized by the Tokyo National Research Institute for Cultural Properties, Independent Administrative Institution 
National Institutes for Cultural Heritage. 
At the Restoration Studio (Paper) of the Tokyo National Research Institute for Cultural Properties 



















Table 1.1  Dimensions, before restoration 
  (cm) 
 
(cm) Height Width 
紙  98.0 35.5 Artwork 
   
Artwork with mounting 174.7 46.7 
Table 1.2  
Dimensions, after restoration 
  (cm) 
 
(cm) Height Width 
紙  97.9 35.4 Artwork 
   
Artwork with mounting 189.7 48.6 
  
(a) (b) 
Fig. 1.1 図 cm  (a)  (b) 


















Hanging scroll [Sujiwari-style] 
 
Inner border fabric (ichimonji) 
 
Donsu (damask) with motif on a green background 
  
Central border fabric (chuberi) 
 
Plain brown fabric 
  
Outer border fabric (kamishimo) 
 
Plain brown fabric 
 
Fabric strip for assembling (kosuji) 
 












Mokko (Japanese melon) -shaped washer and straight eye-pin (on the left), flower-




White-brown colored braided cord in anda-style   
紙 紙  
First lining (to the artwork) 
紙 墨  



























Hanging scroll [Yamato-style with three-tier mounting] 
一文字、風帯 
Inner border fabric, decorative 
fabric strips (futai) 
白茶地一重蔓小牡丹唐草宝尽文金襴（廣信織物） 
Kinran (gold brocade) with treasures and an arabesque of small peony with single 
vine motifs on a white-brown background (made by Hironobu Orimono) 
中縁 
Central border fabric 
藍地雲龍唐草文緞子（廣信織物） 
Donsu (damask) with an arabesque and a dragon with clouds on a dark indigo 
background (made by Hironobu Orimono) 
上下  
Outer border fabric 
茶無地裂（鳥居） 








Wood (purchased through Hayamizu Shoten) 
八双・軸木 
Hanging rod, roller rod   
木製［杉材］（速水商店） 









































Wheat starch (manufactured by Nakamura Seiko) 
墨  








Mafunori (Gloiopeltis tenax), Fukurofunori (Gloiopeltis furcata), Hanafunori 
(Gloiopeltis complanata) [Kyuhei] (made by Owaki Manzo Shoten) 
紙 
First lining 
紙 紙 木  
Kozo paper [mino paper] (made by Takehisa Suzuki) 
紙 
Second lining 
紙 紙  
Kozo paper [misu paper] (made by Ryoji Uekubo) 
紙 
Third lining 
紙 紙  
Kozo paper [misu paper] (made by Ryoji Uekubo) 
紙 
Final lining 
紙 紙 紙  




Yasha (Alnus firma) (purchased through Tanaka Nao Senryoten) 
墨 墨 墨  
Sumi ink [oil soot] (made by Bokuundo) 
pH  
pH adjusting agent 
 
Potassium carbonate (purchased through Tanaka Nao Senryoten) 
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Fig. 1.2  (a)  (b)  






Fig. 1.3  紙 (a)   (b)  





Fig. 1.4  (a)  (b)  




Fig. 1.5 紙の  (a)   (b)  




Fig. 1.6  (a)   (b)  




Fig. 1.7  (a)   (b)  




Fig. 1.8 の (a)   (b)  





Fig. 1.9.1  （  
Examination before restoration  
(microscopic observation) 
 




Fig. 1.9.3  の  
Removing dust 
 
Fig. 1.9.4  の 落  
Consolidating the pigments 
 
  
Fig. 1.9.5  紙 紙  
Removing lining paper (other than first lining paper) 
 





Fig. 1.9.7  紙 の  
Protecting 
 
Fig. 1.9.8  紙  
Removing the first lining paper 
 
  
Fig. 1.9.9   
First lining 
 




Fig. 1.9.11   
Preparing the mounting fabrics (first lining) 





Fig. 1.9.13   
Third lining 




Fig. 1.9.15   
Finishing 
Fig. 1.9.16   
Outer case, storage box and roller clamp 
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2. Description about the Artwork 
Tomoko EMURA 
Tokyo National Research Institute for Cultural Properties 
 
 
A hanging scroll depicting an autumn scene under the full moon. The painting is created in a calm tone with the 
flowing mist in gold paint, providing a scene that is filled with the bright light of the moon. The composition of the 
painting consists of the near, middle and distant scenes moving from the bottom to the top. The bottom of the painting 
shows a green hillock to the left; strong, sharp lines of light sumi ink represent abundant growth of reed grass. Two boats 
with sails are docked on the shore. Pine trees and Japanese maple trees with their autumn colored leaves line the bank. 
The leaves of maple trees expressed with different pigments show the process of change in autumn color: greyish yellow 
red, light orange, and bright red. X-ray fluorescence analysis of colorant material conducted during this restoration 
showed lead (Pb) from the part of greyish yellow red and mercury (Hg) from the part of bright red, indicating that two 
types of red color - red lead and cinnabar - were used. Leaves of various colors are found on the bank and the water, and 
add color to the scene. The water surface is painted with pale blue color and the waves are drawn with fine lines of sumi 
ink. The part of water that is lit by the moon shines gold; there are no wave lines, as if to focus on the moonlight. Away 
from the shore and a little to the lower right of the painting is a boat with a boatman standing at the head and holding 
an oar, and a human figure in the middle of the boat. Since this part is depicted in simple strokes it is not clear, but the 
human figure’s hair seems to be tied in a man’s hair style and the figure is wearing a green kimono and haori outfit for 
a man. It appears that the man is enjoying moon viewing.  
  In the middle scene is depicted a fishing village spreading from the left end of the painting to the water’s edge and 
people living in the village. Although pine and maple trees are depicted, they are expressed as groups of trees, using 
points with red color to express the maple and fallen leaves, rather than depicting each leaf as is done in the near scene. 
Five figures are seen in very small simplified way, and on the left hand of the land can be found a scene of fishing net 
being dried. There are about five thatched huts; the house above the drying net has a round window and appears refined.    
On a mountain with a gentle ridgeline further up the painting, in the distant scene, are pine and maple trees depicted 
in a small fine expression. On the bank there are three boats, simplified in expression. Although there are no figures, the 
scene suggests the rustic lives of the people. In the sky is the full moon, which is expressed without using paints. Its 
surrounding is painted with blue rough pigment. Since copper (Cu) was detected from this blue part by X-ray 
fluorescence analysis of the colorant material, it is thought that azurite was used. On the other hand, copper (Cu) was 
not detected from the blue of the water surface. From its pale tone, it seems that organic dye like indigo was used for 
the blue of the water. It has become clear that the artist used different materials for the blue color: azurite, a mineral 
pigment, for the night sky surrounding the moon and indigo, which has a pale translucent atmosphere, for the water.  
  On the lower left corner is an inscription in sumi ink reading “written by Tōsen Hōgen” ( 川 ) and a cocoon-
shaped relief seal of “Kanō” (狩野) (Fig. 2.1). From these it is clear that the painting was created by Kanō Tōsen 
Nakanobu (1811-1871) sometime after 1844 when he was given the class of Hōgen. It appears highly possible that the 
present artwork has not undergone any comprehensive restoration until this time. Before restoration was found an 
inscription reading “On the left, drawn by sen Hōgen” ( 川 ) on the back side of the upper part of 
the hanging scroll (Fig. 2.2). Since the weight of the composition of this painting is on the left, it may be assumed that 
the painting was originally created to be the left half of a pair or the left most of a set of three scrolls. 
19 20
  Kanō Nakanobu was born the fifth son of Isen’in Naganobu in Kobikichō Kanō family (木挽町狩野家, 伊川院栄
信) and then became the adopted son of Yūsen Sukenobu in Hamachō Kanō family (浜町狩野家, 友川助信). He was 
the official painter of the Tokugawa shogunate. Among his major works is a pair of folding screens of six panels, Horse 
Racing at the Kamo Shrine (賀茂競馬図) one of the ten pairs of screens presented to Wilhelm III of the Netherlands in 
1856, which is in the collection of the National Museum of Ethnology (Rijksmuseum Volkenkunde) in Leiden. As the 
present artwork is calm but is elegant and has class, it suggests that the painting was created possibly in connection with 







Fig. 2.1  落款印章 Fig. 2.2  紙背の墨書 
Inscription and seal Inscription on the back side of the upper part 





































Fig. A.1.1   
Mapping of damages before restoration 
   Gap in the weave structure 
   Crease 
   Abrasion 
   Stain 
   Accretion 
   Gloss of the surface 
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Momoko ODA, Heejae WON, Mariya MASUBUCHI, Masato KATO 




Fig. A.1.2   
Points where micrographs were taken 
 
 ShuttlePix P-400R  
 1600×1200 
 JPEG 
Apparatus Digital microscope (ShuttlePix P-400R, Nikon Instech) 
Image 1600×1200 




Fig. A.1.2.1   (1)  
Micrograph (1)  
 
  
Fig. A.1.2.2   (2) 
Micrograph (2)  
 
  
Fig. A.1.2.3   (3) 
Micrograph (3)  







Fig. A.1.2.4   (4) 
Micrograph (4)  
 
  
Fig. A.1.2.5   (5) 
Micrograph (5)  
 
  
Fig. A.1.2.6   (6)   









Fig. A.1.2.7   (7)   
Micrograph (7)  
 
  
Fig. A.1.2.8   (8) 
Micrograph (8)  
 
  
Fig. A.1.2.9   (9)  









Fig. A.1.2.10   (10) 
Micrograph (10)  
 
  
Fig. A.1.2.11   (11) 
Micrograph (11)  
 
  
Fig. A.1.2.12   (12) 









Fig. A.1.2.13   (13) 
Micrograph (13)  
 
  
Fig. A.1.2.14   (14) 
Micrograph (14)  
 
  
Fig. A.1.2.15   (15) 









Fig. A.1.2.16   (16) 
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Fig. A.1.3    
The back side of artwork after removing first lining paper 
 
 OLYMPUS DIGITAL CAMERA TG-4  
 1665×4493 
 JPEG 
Apparatus Digital camera (OLYMPUS DIGITAL CAMERA TG-4, OLYMPUS CORPORATION) 
Image 1665×4493 




2. X 線分析 
Appendix 2. X-ray Fluorescence Analysis 
 
測定  
測定 本  
分析 置 X 線分析 置 Oxford X-MET 7500 
X 線 （ ） 
 
置 PDA 
測定 30  
置 料 2 mm 
測定 9 mm 
測定位置 Fig. A.2.1 
  
Operator: Mariya MASUBUCHI 
Assistant operator: Hiromi HASHIMOTO 
Analytical device: Handheld X-ray Fluorescence Spectrometer Oxford X-MET 7500 
                 X-ray tube (rhodium target) 
                 Silicon drift detector 
                 Controller (PDA) 
Measuring time: 30 seconds 
Distance between the apparatus and artwork: approximately 2 mm 
Measuring area: approximately 9 mm 









  ☆: Rh の / Peaks derived from the Rh X-ray tube  
 No. 1 No. 2 
 
  
 Energy (keV) 
 No. 3 No. 4 
 
  
 Energy (keV) 
 No. 5 No. 6 
 
  
 Energy (keV) 
 No. 7 No. 8 
 
  
 Energy (keV) 
Fig. A.2.2  X 線  No. 1 No. 8 






























  ☆: Rh の / Peaks derived from the Rh X-ray tube  
 No. 9 No. 10 
 
  
 Energy (keV) 
 No. 11 No. 12 
 
  
 Energy (keV) 
 No. 13 No. 14 
 
  
 Energy (keV) 
 No. 15 No. 16 
 
  
 Energy (keV) 
Fig. A.2.3  X 線  No. 9 No. 16 
































* Estimated based on the elements underlined in the column of “Detected elements”. 
Table A.2.1 検出された元素および推測される絵具 
The detected elements and inferred colorant materials 
分析位置 色 検出された元素 推測される絵具（註） 
Analysis 
point Color Detected elements Inferred materials* 
No. 1 (本紙料絹) 
(silk for the artwork) 




No. 2 金 
Gold 




No. 3 (本紙料絹) 
(silk for the artwork) 




No. 4 明るい青 
Light blue 




No. 5 灰みの緑 
Greyish green 
Si, S, K, Ca, Ba, Mn, Fe, 
Cu, Zn, Au, As 
緑青 
Malachite 
No. 6 うすい青 
Pale blue 




No. 7 暗い青 
Dark blue 
Si, S, K, Ca, Ba, Mn, Fe, 
Cu, Zn, Au, As 
群青、墨 
Azurite, Chinese ink  
No. 8 濃い青 
Deep blue 
Si, S, K, Ca, Ba, Fe, Cu, 
Zn, As, Au 
群青、墨 
Azurite, Chinese ink 
No. 9 うすい赤茶 
Pale reddish brown 
Al, Si, S, K, Ca, Ba, Mn, 
Fe, Cu, Au 
黄土または染料、胡粉 
Earth color or/and natural dye, calcium 
carbonate (gofun) 
No. 10 白 
White 
Al, Si, S, K, Ca, Ba, Mn, 
Fe, Cu, Au 
胡粉 
Calcium carbonate (gofun) 
No. 11 黄みの赤 
Yellow red 




No. 12 灰みの黄赤 
Greyish yellow red 




No. 13 金 
Gold 
Si, S, K, Ca, Ba, Mn, Fe, 
Au, Pb 
金泥、鉛丹 
Gold paint, lead pigment 
No. 14 緑 
Green 
Si, S, K, Ca, Ba, Mn, Fe, 
Cu, Zn, As, Au 
緑青 
Malachite 
No. 15 黄みの暗い灰 
Yellow dark grey 
Si, S, K, Ca, Ba, Mn, Fe, 
Cu, Au, Hg, Pb 
墨、鉛丹 
Chinese ink, lead pigment 
No. 16 黒 
Black 






Appendix 3. Discussion about New Mounting Fabrics  
 
Fig. A.3.2 Fig. A.3.5
取り合わせ 4 Fig. A.3.5  
n ing t e m nting a ri  t e arrangement  a ri  a  n i ere  ing igita  image Fig. A.3.2 Fig. A.3.5 . 




Fig. A.3.    
e re re t rati n 
Fig. A.3.2  取り合わせ  
Arrangement  
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Fig. A.3.3  取り合わせ 2 
Arrangement 2 
Fig. A.3.4  取り合わせ 3 
Arrangement 3 
Fig. A.3.5  取り合わせ 4 
Arrangement 4 
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付録 4. 調湿 







使用機器 恒温恒湿室 TBL-3HW2G2AC（タバイエスペック） 
調湿期間 34 日間 
Apparatus An environmental control chamber, TBL-3HW2G2AC, TABAI ESPEC 
Duration 34 days 
 
Fig. A.4  調湿期間中の温度湿度設定 
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